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Svati Tirunal’s Treatise on
Sabdalankaras in Compositions

(The Music Academy has great pleasure in reprinting below the
MUHANAPRASANTYAPRASA VYAVASTHA, a short Sanskrit
treatise by Maharaja Svati Tirunal on the principles of using the
sabdalankaras - muhana, prasa and antyaprasa - in musical com-
positions in Sanskrit.

The work was first published in 1946 by the University Manus-
cripts Library, Trivandrum. The excellent introduction fully ex-
plains the keen insight which Svati Tirunal had in some of the
subtle factors relating to musical compositions. The Academy is
thankful to the present Director, University Manuscripts Library &
Research Centre, University of Kerala, Trivandrum for his permis-
sion to reprint Svati Tirunal’s work and the Introduction.)

—_——



- INTRODUCTION

In the Introduction to his edition of the musical -compesitions
of Sri Svati Tirunal Maharaja!, the late Mr. K. Chidambara Vadh-
yar has mentioned Muhanaprasantyaprasavyavastha as one of
His Highness’ works. He has also quoted the first sentence of this
work?, which gives an idea of the subject it deals with. This work
in Malayalam has been subsequently published by Mahakavi Ulloor
S. Parameswara Aiyar in the Sahityaparisat Traimasikem,
Ernakulam 3,

There are two manuscripts of the work in  H. H. The Maha-
raja‘s Palace Library, Trivandrum, both of which are in Malayalam.
One, No. 3510, is written in paper of size 10” x 8 bearing the
water-mark of the date 1830, and contains several scorings and

corrections in the same hand as the rest of the manuscript, and
hence it is most likely that this is the autograph of the work. It con-
tains 18 folios, the first seven of which are taken by the text; folios
9 and 10 contain an abstract of ,the work, and the rest are left
blank.

The other manuscript, No 3511, is also in a paper measuring
12"" x 8" and with the water-mark of the date 1836, and appears
to be a fair copy of the former manuscript (No. 3510), This also

contains 18 folios, the first eleven of which are taken by the text and
the rest are left blank.

In the University collection of manuscripts ‘in this Library
there is a manuscript (No. 4522) of a Sanskrit version of
this work procured from Tanjore by Pandit R. A. Sastri in the year
1939. It is a paper manuscript in 4 folios measuring 9" x 51
and is written in the Devanagari script. This is the basis for the
present publication.

1. Published by the Government Press, Trivandrum, 1916.
2. 1bid, pp. x-xi.

3. Vol. VII, pp. 287-292.
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In none of these manuscripts is there any explicit mention of
its authorship of Svati Tirunal, but the tradition attributing it to
him is strong, and the date in the paper of the two manuscripts of
the work in the Palace Library lends support to it, for Svati Tirunal
lived between 1813 and 1846 A.D. !

Whether the Sanskrit version is His Highness' or not, one can-
not say for certain. It is likely that it is also his work. Since it is
certain that the Malayalam version is the original, as we have the
autograph of it, this is at the best only a translation. Whether the
language is His Highness’ or not, the actual matter in it is, no
doubt, his, and so we have named the work to be his. The well-
known fact that several musicians from Tanjore lived in the court
of Svati Tirunal Maharaja explains the occurrence of a manuscript
of this work at Tanjore.

The work deals with the principles of using the fabdalankaras-
muhand prasa and antyaprasa in musical compositions in Sanskrit, a

subject not met with in any work on the theory of music, and hence
original in itself.

Muhang is the sabdalankara by which the same letter as in the
beginning of an avarta, or any of the substitutes for it in accor-
dance with the rules undermentioned, occurs in the beginning of
.‘”-:‘;;‘;"the second dvarta in a musical composition - Kirtana, pada or
varpa.

Letter in the beginning Substitute in muhana
of the avaria.
a ; 3 8i,- an, 'y; h
i Lie 't
u u, o
Consonants of the five The other consonants of the
groups (other than nasals) same group excepting nasal

1. For an account of the life and works of Sri Svati Tirunal, vide
the Introduction to Pudmanabhasataka in 1.2 of this Journal.
(Journal of the University Manuscripts Library, Trivandrum.
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Conjunct consonant The first letter or the last
letter of the conjunct con-

sonant.
Nasals excepting n The same nasal.
n n
Sibilants Consonants of the palatal
group excepting  nasal.
v Consonants of the labial

group excepting nasal.
|

Prasa is the repetition of the second letter in the first avarig
in the same position in the subsequent @varras. This is concerned
only with consonants, not vowels. Prasa can be for a single letter
or for groups of two or more letters. If a conjunct consonant is
used as prgsa in the beginning of a carapa, then throughout
that carana the same consonant should be used in prasa.
Also if the syllable in the beginning of the pallava or carana
is short like vimala. kamala etc. then the prasa letter in
the subsequent avartas should not have a long preceding
letter like kamita, samaja etc. In carapa either muhana and
prasa should alternate or the whole should have prasa but the
whole carapa should not he confined to muhana. The beginning of
the anupallava should have prasa, with the beginning of the pallava,
but prasa in the beginning of carapa is optippal. In the same
carapa between the former and latter halves a~ rence in prasa is
sometimes met with, but this should not be taken as a rule.

Antyaprasa is the repetition of a letter or group of letters at
the end of the gvarras. It differs from prasa in this respect namely
that while prasa is confined to consonants alone, here the vowels
also should be considered; thus, for instance, a word like netram
can have antyaprasa only with words like gatram, sitram etc, and
not with words like $atrum, atrim etc., where the vowel is short
or with raktam, saktam etc., where the consonant is changed. The
same antygprasa can be used throughout a kirtana. In the same
avarta sometimes two antyaprasas are also met with.



There is another principle called antarukti. This is the use of
one or more syllabales between two words which are in muhana, or
prasafor the sake of tala. For iunstance, with the pallava,
‘hanumantam cintayéham’ the anupallava commencing with ‘pavana’
cannot have any muhanad or prasa relation if taken as such. But
the part ‘vana’ is in prasa with the part ‘hanu’ in the pallava. So
the syllable pa is called antaruktt. Antarukti can be used in any
part of a kirrana; but if it is used in one carapa it should be simi-
larly adopted in the other carapas also.

These principles on the use of muhana prasa etc., are gathered
by the author, as he himself observes in the beginning of the work,
from, the musical compositions of one Sesa Ramanuja (Sesa
Ayyangar). There is a paper manuscript labelled ¢ esayyankaru
kirtanam’ in the Palace Library (No. 3501) measuring 12" x8'* and
with the watermark of the date 1828, and contains 19 kirtanas,
Some of the quotationsin our work are traceable in this. There is
also a palm leaf manuscriot in the University Collections (No. 8371)
procured from the Chirakkal Palace, containing 13 kirtanas of
Sesa Ayyangar, and has the colophon - I kirtanam atraynm
desayyankarutu’ 1,

Of these 13 kirtanas, 8 are common between this and the palace
manuscript. Almost all {the other quotations in our work not
traceable in the kirtanas contained in the Palace manuscript are
traceable in the remaining kirtanas in this manuscript. All the
kirtanas in these two manuscripts have the mudra ‘Kosala’, which
indicates that their author is the famous composer Margadarsi
Sesa Ayyangar who lived towards the close of the 16th and the
beginning of the 17th centuries A.D. 2, for it is well known jgat the

e r=J

1. Besides these this manuscript contains some kirtanas
of 8vati Tirunal (with the colophon - raga kirtanam), some
compositions of Vaikuntha Sastri, Matrbhutayyan and
Gopalayyan, and some kirtanas of unknown authorship
set in musical notation,

2. Vide P. Sambamurthi : Sydma [Sastri and other Famous
Figures in South Indian Music, Madras, (1934), P. 88.
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compositions of this musician bear that mwudra. He was called
margadardi (path-finder), probably because of the originality of the
principles he followed in his compositions, some of which are
generalised in this Muhanaprasantyaprasavyavastha as rules to be
followed by musical composers. He mostly lived at Ayodhya and
in the latter part of his life settled at Srirapgam 3.

There is a significant passage on folio 10b of the palace manus-
cript No. 3510. where the autnor observes that some people may say
that these rules, relating to muhand and prasa are recent innovations
and hence they have no tangible value: but the (fact that these
principles are observed even in the Srimadbhagavata is proof enough
of their importance’. Tl&_{ollowmg passage may be cited as
instances e

F°EEIM Fa FIgFIN
MAAITAZA IGATITY |
TEEIAAT T TR
adg: aufgai [sgr

(Bhagavata X. XXXV. 20)
agfy Asfysd Feqar am
Hqq g T=]A % |
gfaq z39qi <ar fegai
g gamateai faf=saq v

3, M. Krishnamachariar : History of Classical Sanskrit Lite-
rature P, 879

4. The passage is this :

7 muhanayuteyum prdsattinteyum vyavastha
ddhunikamayittu cilar ontakkiyattalldte
saramullarallennu vallavarum pararfifial
Bhagavataitil kute *Kundadamakrta’ ityddi
slokannal udaharanamuntu. Atenniane enndl—



In bis musical compositions Svati Tirunal has closely followed
the principles he has enunciated in this work.

There are two passages in this work which are not quite clear.
One is the illustration of ¢ as muhana of i*, where e occurs in the
first line and 7 in the second instead of being the contrary, and the
other the illustraiion Ksatajamurcchitadasagrivam™ for the last letter
of the conjunct consonani being used aa muhana for the conjunct
consonant itself. But the work, thc ~gh small* is, on the whole,
important, being the only one of its kind known, and gives us an
idea of the keen insight which Sri Svati Tiruna had insome of the
subtle factors relating to musical compositions.

Kundadamakrtakaulukaveso
gopagodhanavyto yamunayam

nandasiinuranaghe tava vatso
narmadah pranayinam vijahara.

Jayati te’ dhikam janmana vrajas—
srayata indira sasvadatra hi

dayita drsyatam tva didrksatam
tvayi dhrtasavastvim vicinvate’
|. Vide infra. P. 2.
2. Vide infra. P. 4.
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